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Hypothesis

Breathing is the foundation for all phonation, but the means for achieving the best use of
the breath in singing is debatable. Prescribed methods range from Cornelius Reid, who stated
that "breathing can be mastered by students of no more than an average intelligence and ability
within a very short time," (Reid Bel Canto 145) to Richard Miller who described the muscles and
organs of respiration in great detail and provided pages of detailed exercises to develop the
breath support for singing. Samuel H. Nelson reminded his readers that every student is
individual and may have differences in the breathing apparatus and methods that work best for
that student. "It is easy to fall into the trap of thinking that there is one right way to breathe"
(Nelson 76). Each student requires a teacher's best knowledge to understand the best practice for
his or her individual voice. It is the voice teachers' responsibility to digest all of the varying and
often contradictory information available and to discern the best practice for their students. High
school students may depend solely on their choral teacher for music education and vocal
training. It is vital, that the high school choral director provides a solid vocal pedagogical
foundation for vocal health and growth.
Choral teachers must assist the individual students in a high school chorus to assimilate
the basics of proper breathing techniques within the group setting. As individuals of the chorus
develop clarity of tone and the ability to sustain and energize tone with the breath, the chorus
will improve as a group. It is imperative that the chorus teacher creates an atmosphere that
fosters the individual and teaches positive healthy vocal techniques in the classroom. If choral
students learn good breathing techniques within the group setting similar to the way private vocal
students are taught in the vocal studio, then the individual singers' ability will improve and the
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choral group will improve as well. In the following study, the author will describe a practical
method for teaching healthy breathing techniques to students in a classroom setting in order to
improve individual vocal technique and thus improve the sound of the choral ensemble.

Summary of Schools of Thought

In 1562, Giovanni Carnillo Maffei (1562- 1573), a singer, lutenist, physician and
philosopher in service to Giovanni di Capua, Count of Altavilla in Naples, wrote one of the first
scientifically based essays on singing in his letter to Count Capua entitled "Discourse on the
Voice and the Method of Learning to Sing Ornamentation Without a Teacher" (Maffei 6). He
refers to the importance of the breath to the singer: "Applying this to the voice, in our
fundamental reasoning, I say the Makers are the powers of our souls; the instrument the trachea
(or to put it more clearly) the pipe of the throat, and the material, is the air (I say) which we call
spirit or breath" (Maffei 8-9). Although there were choir schools established in the Middle Ages,
vocal pedagogy for professional singers began in the sixteenth century (Tosi iv). Francesco
Antonio Pistocchi (1659-1729) established the first school on the principles of the high art of bel
canto singing around 1700. The bel canto era is a period of history when singing flourished in
Italy during the late seventeenth century and into the early eighteenth century. One of the most
noted features in the writings of the older pedagogues is the absence of detailed information
about the breathing process. Master teachers probably expected singers to demonstrate
rudimentary skills before beginning study. Students were expected to sing their parts on sight
before they began studying with Pietro Francesco Tosi (1646-1732), a successful castrato and
master teacher in the early eighteenth century. He spent very little time discussing the
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mechanism of the breath in his treatise, The Florid Song. Tosi required students to stand while
practicing "that the voice may have all its organization free" (Tosi 25). He prohibited students
from taking a breath in the middle of a word and required that the student know the proper place
to breathe "in all sorts of compositions" (Tosi 60). He felt that the singer should breathe "without
fatigue; because there are singers who give pain to the hearer, as if they had an asthma, taking a
breath every moment with difficulty, as if they were breathing their last" (Tosi 60-61). Manuel
Garcia is a well-known author of historical vocal literature. His work may be a link to the
traditions of the bel canto era, because his father studied with Nicolo Porpora, a famous vocal
instructor (Garcia ii). Garcia invented the laryngoscope, a device that allowed him to view the
vocal folds during phonation and published a number of documents including A Treatise on the
Art of Singing and Hints on Singing. Garcia made a few references to the act of respiration in his
writings including a reference to the diaphragm as the most important muscle of respiration
(Garcia Hints 2). Giovanni Battista Lamperti (1839-1910) was more specific in his descriptions
on the methods of breathing than scholars previously mentioned. His father studied with many
great singers and composers from the Golden Age of Singing including Rubini, Malibran,
Presto, Bellini, Donizetti and Rossini (Lamperti 1). He in tum learned their wisdom through his
father's teaching and recorded these ideas in Vocal Wisdom.

It is a pity that young singers, who are studying voice, immediately sing songs and arias
literally before they know how to open their mouths, instead of earnestly studying the
real support of the voice (the mechanism of the breath) in order to develop the voice and
to make it smooth and flexible .... The foundation of all vocal study lies in the control
of the breath (Lamperti 4-5).
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The field of vocal pedagogy is continually growing, as scientist and vocalists continue in
the study of the human vocal mechanism. The works of four respected vocal pedagogues, from
the middle of the twentieth century, comprise the body of standard methodology in vocal study
today. D. Ralph Appleman published The Science of Vocal Pedagogy: Theory and Application in
1967 during his tenure as a professor of voice at Indiana University. He described the art of
singing as a coordinated instantaneous act of the body and the mind of respiration, phonation,
resonance and articulation. He defined support as, "the act of constantly sustaining the vocalized
sound with the breath pressure. It is realized only when expiration is instantaneously coordinated
with phonation" (Appleman 9-11). He described three basic types of breathing: clavicular,
thoracic, and abdominal. In clavicular breathing, the rise and fall of the chest is very prominent
with each cycle of breath and creates the least steadiness of pitch with the most fatigue for the
singer. Thoracic breathing is "characterized by an increase in the transverse dimensions of the
thoracic cage, as the singer concentrates on the act of holding the ribs expanded laterally after
inspiration" (Appleman 12). Appleman did not see value in thoracic breathing and holds that
there is little use of thoracic muscles during inhalation. According to Appleman, abdominal
breathing is the use of the abdominal muscles to "thrust the abdominal viscera upward into the
dome of the diaphragm" during phonation (Appleman 12). The diaphragm is the muscle of
inspiration and not of expiration. Appleman identified the anetrolateral abdominal muscles as the
muscles of expiration, he stated that the singer should feel tension between the abdominal
muscles and the thoracic muscles (Appleman 13). The singer should further feel the lower
abdominal muscles applying pressure to release the breath. These same lower muscles should
release pressure as the air is allowed to fill the lungs during inspiration. The thoracic cage, the
cavity of the chest surrounded by the ribs, should be held high throughout the process of
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breathing, and the posture of inhalation should be maintained through exhalation (Appleman 1214). Appleman provides pulsated drills to increase the student's coordination and then continues
with detailed descriptions of the muscles and organs of inspiration (Appleman 17-40).
Cornelius L. Reid (1911-2008), in contrast to Appleman, put little emphasis on teaching
the coordination of breath with singing. In his book, Bel Canto Principles and Practices, there
were no detailed anatomical drawings or descriptions of muscles and organs of inspiration and
exhalation. He saw little value in repeated exercises to coordinate breath control, "Singing
musical scales and exercises by rote has never made, nor will it ever make, a singer" (Reid Bel

Canto 113). However, Reid did not ignore the importance of breathing in singing. In Bel Canto,
he clearly defined types of breathing and prescribed a particular best practice just as the other
pedagogues in his field. He felt that burdening the student with anatomical details was not
necessary and even counterproductive in the study of voice. In Bel Canto and in The Free Voice,
Reid described clavicular, diaphragmatic and thoracic breathing. Clavicular breathing occurred
when the singer raised his chest on inspiration causing tension in the neck and drawing the
diaphragm upward. According to Reid, "Continued use of clavicular breathing leads to tonal
'throatiness'" (Reid The Free Voice 161). Reid further stated that, "the habitual use of clavicular
breathing may lead to fatigue in the singer and vocal decline. "This is the kind of breathing that
leads to early fatigue of the vocal organs and a premature decline in the vocal powers of all those
addicted to this practice" (Reid Bel Canto 147). Also, Reid referred to diaphragmatic or
abdominal breathing as costal breathing:

Costa! breathing is universally practiced for purposes of daily living. Throughout the
completion of the cycle of inspiration and expiration the chest remains passive and the
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lower ribs are without perceptible movement. A noteworthy feature of this style of
breathing is the slight protrusion of the stomach with every inspiration .... As soon as
passages demanding great breath of style are encountered the diaphragmatic method is
deficient and the breathing apparatus, expanding to utilize all its resources, receives
assistance through an outward movement of the lower ribs. This movement fills the lungs
to their fullest capacity and the breath taken in this manner maybe described as thoracic,
or intercostals breathing (Reid Bel Canto 149).

While Appleman and Reid may disagree on the process of teaching correct breathing, it would
seem that both believe that the diaphragm is the primary muscle of breathing and the singer
should allow the body to relax and rely on the natural process of this muscle as the best practice
for breathing well during the process of phonation.
William Yennard in Singing: The Mechanism and the Technic, published in 1967,
established the importance of breathing techniques and defined the practice for singing. He
proposed to spend less time with the student on breathing emphasis than Appleman and more
time than Reid. Yennard suggested that the teacher should explain breathing in detail to the
student and then required the student to practice independently. Yennard stated that all the
muscles of respiration can be consciously controlled except the ones that control the involuntary
action of replenishing the breath: "If the student will spend five minutes (by the clock) at the
beginning of each practice period practicing breathing exercises conscientiously, he will make
rapid progress" (Yennard 18). Yennard did not support teaching the voice lesson as if teaching
anatomy, because "all muscles are controlled indirectly, in terms of their effects beyond
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themselves" (Yennard 19). Like Appleman and Reid, Yennard describes three types of breathing
techniques:

Respiration is a complex physiological process of which phonation is only a secondary
function. For purposes of study it may be analyzed into three types of breathing: chest,
ribs, and diaphragmatic or abdominal. The first should be deemphasized; the most
efficient breathing for singing is a combination of the latter two (Yennard 19).

He goes on to state that, "correct breathing may be summarized with the three adverbs, 'in,
down, and out.' The air is taken 'in' through the nose or the mouth, preferably the latter"
(V ennard 28). The diaphragm moves downward to make room for the air as the epigastrium, the
upper central region of the abdomen, moves outward. "The diaphragm steadies the tone, but it
does not support it" (Yennard 30). His descriptions of the three types of breathing were similar to
that of those described by Reid and Appleman, and he included anatomical details for the teacher
to understand the process of breathing.
Richard Miller's book, The Structure ofSinging: System and Art in Vocal Technique,
published in 1996, provided detailed descriptions of the organs and muscles of the respiration
system. There were several pages of exercises to strengthen singers' ability to breathe
appropriately in singing. Miller believed that the singer must thoroughly understand the anatomy
of the respiration system and develop a skillful control of breath management for singing. While
his approach was more anatomical than any of the previous pedagogues, he was in agreement
that it was a combination of the diaphragm and thoracic muscles that were best for phonation.
Miller described the method of breathing that he felt dominated the Italian schools, called
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appoggio: "Appoggio cannot narrowly be defined as 'breath support,' as was sometimes thought,
because appoggio included resonance factors as well as breath management. Appoggio may be
translated as 'support' (appoggiarsi a, 'to lean upon')" (Miller 23). This system required that the
teacher gave detailed attention to posture requiring that "the sternum must initially find a
moderately high position; this position was then retained throughout the inspiration-expiration
cycle" (Miller 24). "Sing in the position of breathing - breathe in the position of singing
expresses the postural attitude" (Miller 25). Breathing should be easy, not forced. In forcing too
much air into the lungs, the singer was "experiencing muscle tension, not lung expansion"
(Miller 28). Miller concluded that all errors or accomplishments of vocal technique or skill were
due to the singer's technique of breath management. "Control of breath is synonymous with
control of the singing instrument" (Miller 37).
The literature in vocal pedagogy continues to grow and there are many sources worth
examining as the teacher chooses the best practices for students in the choral classroom. Even as
the body of scientific literature grows, it is still clear that proper breathing is foundational to the
production of vocal tone. In Singing Technique: How to Avoid Vocal Trouble, Joseph J. Klein
wrote: "The great singer is a skilled breather. The reason is that only the respiratory muscles,
properly employed, can fully and correctly provide SUPPORT, and Support is basic to all
parameters of good voice production [italics author's]" (Klein 9-10). "Good breathing, the
source of power for singing, supports the tone and enhances the emotional qualities of the song.
It should be deep, unobtrusive, expressive, and rhythmical" according to Joan Wall (Blades
Zeller 13). Barbara Honn felt that "the breath might be the most important element we teach. It's
the most simplistic to verbalize, and the most difficult to conceptualize" (Blades-Zeller 17).
Often, teachers agree on the mechanics of breathing, but they disagree on how to communicate
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with the student the proper way to breath. While a student may mentally understand the
anatomical process of breathing, he or she may not know what it "feels like" when breathing
correctly. Barbara M. Dorscher, in The Functional Unity of the Singing Voice, agreed with the
major pedagogues that a combination of rib and diaphragmatic methods was the best breathing
technique and said that although teachers need to point out the sensations of breathing correctly,
they cannot expect the students to feel the diaphragm itself (Dorscher 18). "Contrary to popular
belie±: we have little or no voluntary control over diaphragmatic action. The diaphragm has no
proprioceptive (stimuli arising within an organism) nerve endings, and therefore it is impossible
to experience any sensation of its position or movement" (Dorscher 18). Dorscher suggested that
the term 'breath energy' replace the term 'breath support,' because the use of the word support
often causes the student to overuse the abdominal muscles and creates tension. (Dorscher 24).
Meribeth Bunch wrote: "Correct breathing for singing may have to be practiced consciously
when the singer's habits inhibit efficient vocal production. Ultimately, these movements are
automatically programmed and become reflex (Bunch 31)." Bunch continued, "The well-trained
singer does not move these [his or her ribs] very much for two reasons; (1) the diaphragm plays a
major role in their breathing pattern and (2) the rib cage is already elevated by the assumption of
correct posture" (Bunch 35). Bunch identified the diaphragm as the most important muscle of
inspiration and believes it to be responsible for at least sixty to eighty percent of increased
volume in deep breathing (Bunch 37). Janice L. Chapman, in Singing and Teaching Singing, said
that the way the breathing process is described often locks the student up and constricts the
airflow. Also, Chapman viewed the diaphragm as the main muscle of inhalation and gives the
breathing process a unique name:
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Diaphragmatic/belly-release inhalation or Singers Please Loosen Abdominal Tension,
hereafter referred to as SPLAT, on the other hand does not recruit any expiratory muscles
during the in-breath, but relies on a flexible abdominal wall which allows the diaphragm
to descend quickly, fully, and efficiently. The timing of the activation of the expiratory
abdominal girdle muscles is with the onset of phonation or just prior to it, as
demonstrated so clearly in the making of primal sound which is always proceeded by a
'normal' or SPLAT inhalation in everyday life (Chapman 41).

In reviewing so many different thoughts and ideas, the importance of the breath and airflow is a
common thread among all of the teachers of singing and is foundational to most methods of
instruction.

Process of Breathing

The choral teacher must recognize that the basic substance of singing is the flow of air
through the glottis or vocal folds. Students must learn proper body alignment, standing tall but
not rigidly, and using posture that encourages the expansion of the rib cage. Students should
relax the epigastrium and maintain the posture of the rib cage so that the shoulders do not rise
and fall during respiration. Although the main muscle of breathing is the diaphragm, the students
cannot feel it. They can, however, learn to relax and feel the result of its work in the body
process of breathing. The students can learn to support the exhalation with the muscles of the
lower abdomen to provide longer and more efficient control of the musical phrase. The goal of

Breckenridge 11
the singer is to sustain the voice with a constant and effortless flow of air through a relaxed
throat.
In all of the above writings, the authors specifically referred to teaching the process of
breathing for singing within the private vocal studio. Often the choral teacher must address these
very same issues within the classroom, teaching students as individuals in a group setting. It is
not possible to be as focused on each student's individual needs in the group setting, but teachers
can instruct to encourage individual growth as well group achievement.

Guidelines for Classroom Use

The teacher of this study chose to concentrate on teaching positive breathing techniques
in the choral classroom. The study occurred between September of 2006 and June of 2007 in a
public high school in Martinsville, Virginia. The high school in question is a small inner city
high school with approximately seventy-five percent of its students on free and reduced lunch.
The socio-economic status of most of her students does not provide them with the ability to
afford private vocal instruction. Of the students in this study, only two had any private lessons
and those were with the choral teacher and not private vocal teacher in the community. Before
the study commenced, many of the students inhaled to sing using clavicular breathing, had
uneven tone and little vibrato, as observed by the teacher in the initial choral warm-ups. Several
of the students tended toward a popular sound with a harsher tone that was flat and loud. Other
students tended to sing timidly and with little volume.
The instructor desired to teach her students appropriate breathing techniques and to
improve their tone and confidence as singers. To that end, she designed the following study
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using three assumptions as guidelines. First, the diaphragm is a muscle that operates
involuntarily and cannot be felt by the singer; second, during the process of exhalation, the
singer should maintain a posture that allows the body a free and unrestricted flow of air that
allows clear phonation; and third, other muscles can be trained to support the breath and help the
singer to relax the throat. Students must first learn to relax the body and focus on the flow of air
during the whole cycle of the breath, both the inhalation, the process of replenishing the breath,
and the exhalation, the process of releasing the breath. Just as in the vocal studio, instructors may
teach simple breathing exercises and scales for the purpose of connecting the act of phonation to
the steady flow of the breath and to increase the fluidity of movement in the vocal folds across
the range of the voice, a choral instructor can use similar exercises for the same reason. The
instructor may then introduce simple breathing exercises that help the student concentrate on the
energy of the breath as they sustain. The teacher chose to inhale on four beats and to exhale on
the consonant's' with increasing lengths of beats. Finally the teacher, guides the students
through simple scale phrases over increasing lengths of time and range.
Students met five times a week for one and one-half hours. Of that time, they would
spend fifteen minutes participating in breathing and scale exercises. Using a metronome marking
of sixty beats per minute, the teacher asked the students to inhale over four beats and then
immediately exhale for another four beats. The inhalation ends at the beginning of the
exhalation, and the exhalation ends at the beginning of inhalation. This cycle of inhaling and
exhaling continued for several minutes using the consonant [s]. The use of the [s] sound allows
students to hear and feel the flow of the air through the mouth without the stress of phonation on
the vocal folds. During this phase of the exercise, the teacher observed the physical responses of
the students. Watching to see if students' shoulders raised during inhalation; if their abdomens
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were relaxed during inhalation and expanded outward; and if the students had appropriate
posture. The instructor encouraged students to relax and concentrate on the flow of the air, as
the goal of the exercise was primarily to help the students develop an awareness of the natural
physical process of breathing.
This exercise evolved into a slightly more complicated one. The students inhaled for four
beats and exhaled for four beats through the [s] sound, inhaled for four beats and exhaled for six
beats; inhaled for four beats and exhaled for eight beats. The length of the exhale was increased
by two beats each time until students could no longer comfortably sustain their breath. The
length of the exhale would then decrease by two beats each time until the students returned to the
four beats and exhale. Over the semester, students learned to sustain the [s] as long as sixteen
beats. This exercise helped the students to increase their ability to extend their phrases when
singing and gave them a chance to develop a physical awareness of the breathing process.
Just as the students felt the stream of air flowing through the consonant [s] in their
breathing exercises, they had to considered the same flow of breath through the glottis during
phonation. Following the breathing exercises, students sang vocalizes found in the Vocal Method
Part I Opus 31 by Mathilde Marchesi on pages six and seven. Marchesi (1821 - 1913) was a
famous teacher of the be! canto era. The first exercise used, Exercise 9, was a two-measure
phrase. On quarter notes, the students oscillated one whole step three times, holding the last note
for two-beats (Example 1). A half note rest provided for a slow two beat breath. The teacher
instructed students to place the inhale on exactly the seventh beat of the exercise. The exercise
began in the key of C Major and rose by half steps to G major, then returned to C Major. The
second exercise, Exercise 10, was a two measure phrase ascending to the third scale degree.
Students began in C major, ascended by half-steps to G Major and then descended to C major.
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The third exercise, Exercise 11, was a one measure phrase. On eighth note triplets, the students
sang up to the fourth degree of the scale and back down. Like the first and second exercises, it in
the C major, rose by half steps to G major and returned by half-steps down to C Major. The
exercises continued adding one note each time and changing the rhythm to fit the number of
notes. The students continued singing the exercises through exercise 13, which ascended to the
sixth degree of the scale
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Exercise 12

Example 1 (Marchesi 6-7)

The instructor asked the students to sing these vocalizes in a legato style and to
concentrate on the flow of air just as in the breathing exercises. In order for the vocal folds to
operate in a completely healthy manner, it is important that the singer can smoothly move from
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pitch to pitch in a legato fashion. As students showed more awareness of their voice, the teacher
added to the instructions during the exercises, such as reminding the students to relax and not to
raise their shoulders.
As students in the study became more aware of the breathing process, the teacher directed
them to work in pairs to observe one another as they proceeded through the breathing exercises.
The teacher continued to encourage the students to maintain con-ect body alignment. The teacher
introduced the concept of energizing the breath on exhalation by maintaining the posture of
inhalation. Students often relax their posture and their muscles when exhaling, when in fact, the
energy of the body should be maintained during exhalation through their posture and tightening
of the abdominal muscles.
Another benefit to the set routine of breathing exercises and vocalizes was that its
repetitive nature provided a daily routine that helped the students to focus for rehearsal. As the
weeks progressed students began to make connection from the daily exercises to their ability to
sustain phrases. Students became excited that they could easily sustain their breath for the
sixteen counts and asked the teacher to try longer counts. They enjoyed being able to sustain for
longer periods of time in their literature. The partnering exercise was not as effective as teacher
directed exercises because students did not know what to look for to help their partner improve
technique. The teacher found it more effective to take a few minutes from each exercise to walk
around the classroom and observe different students individually making sure to work with all of
the student throughout the course of the a week. As the teacher took time to individually observe
students during the exercise, she was able to make specific comments to students that were
helpful to guide them in achieving better breath control.
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Classroom Assessment

As the hypothesis stated above, ifchoral students are able to learn effective breathing
techniques, then they will improve individually and as an ensemble in overall tone. In order to
test this idea, the instructor made a series ofrecordings ofthe students in September, December,
February and June during the 2006 - 2007 school year. Students learned William Byrd's canon
Non Nobis Domine for the assessment recordings. This canon consists ofsimple sustained
phrases often moving in conjunct or step-wise motion. The teacher recorded each student
individually singing the canon at the beginning and end ofeach teaching term. She made
recordings ofthe group singing the canon in two parts at the beginning and ending ofeach term
as well. The teacher compiled these recordings and sent them to an external evaluation
committee for assessment.
The committee included church choral musicians, a public choral educator, and a
professional soprano vocalist, instructor and performer: Dr. Gerald Robinson, Music Minister at
Starling Avenue Baptist Church in Martinsville, Virginia; Mr. Craig McCoy, Music Minister at
First Baptist Church in Martinsville, Virginia; Dr. Nancy Volk-Stalcup. Choral Music Teacher at
E.C. Glass High School in Lynchburg, Virginia; and Mrs. Deborah Burgess, a private vocal and
piano instructor and professional opera singer from Collinsville, Virginia.
The instructor sent each committee member a tape recording and an assessment form
designed by the instructor. Each evaluator listened to recordings ofeach singer in the choir
performing Non Nobis Dominum. The committee members evaluated each ofthe choir members
in three areas: tone, intonation and phrasing on a scale from one to five, one being poor and five
being excellent. Also, the form included a space for comments from the evaluator about the
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individual student. The evaluators received a form to evaluate the group in a similar format with
a space to make comments about the group's sound and progress (See Appendix 26 - 27.)

Results

Twenty-five students participated in this research project. The results of this study were
highly suggestive that this method was effective and the teacher hopes that it can be more fully
explored in the future. Of these twenty-five participating students, five students' recordings were
defective. Those students who were not talcing chorus in the spring made a final recording in
December of 2006. Students who entered chorus in the spring made an initial recording in
February of 2007. All students who remained in the program for the second semester, made a
final recording in June of 2007 at the beginning and at the end of the teaching term. While some
students showed greater improvement than other students, all students improved per the
evaluation data. Twenty-five percent of the individuals improved from ten to nineteen percentage
points. Fifty percent of the individuals improved from twenty to twenty-nine percentage points.
Ten percent of the group improved thirty to thirty-nine percentage points; and ten percent of the
group improved over forty percentage points. The Fall Semester Group was the largest and
showed only twenty-three percent improvement, while the Spring Semester Group, which was
smaller, showed fifty-three percent improvement. It is very important to note that the majority of
the students made improvement and that the group made significant improvement both in the
Fall and in the Spring group. Two different groups of students, showed improvement with the
same basic procedures followed in both semesters. The individual students did not suffer at the
expense of the group, nor did the group suffer at the expense of the individual student. The data
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supported the premise that students were able to achieve positive growth in the area of breath
control within group instruction using exercises and techniques that have been traditionally
reserved for the private vocal studio and that these results translated into improvement for the
entire choral group.
The results of the assessments are listed in charts in the Appendix beginning on page
tweny-eight. The pre-assessment was the evaluation of the recording made at the beginning of
the teaching term and the post-assessment at the end of the term. The committee members were
given a tape with all of the recordings in order by student with the groups at the end. The
resulting assessments showed overall improvement in singing tone of the majority of the
individual choir members and in both the Fall and Spring choral classes.
Mere numbers were not the only indicator of improvement in the project. The teacher
observed student growth over a semester's time. Students exhibited better breathing techniques
and rehearsal focus following daily breathing exercises. Many students reported being able to
hold phrases longer or feeling like they could sing better. The panel confirmed the students'
feelings with their results and it is widely considered that student self-efficacy improves
achievement. Students who feel that they can sing better, will continue to improve as they
practice. After the first two weeks of instruction, a mother called to report that her son came
home elated that his choral teacher had taught him to breath in class and he had learned to sing.
Students became more aware of their bodies while breathing without actual phonation, and
increased ability to sustain the breath became apparent in the rehearsal
The foundation for all phonation is the breath. Teachers must teach students to support
phonation with good unobstructed air flow. In the vocal studio, the professor makes great efforts
to observe the student individually and then to guide the student to better practice for vocal
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improvement. Not all students have the opportunity to take vocal lessons and yet do participate
in the school choir. This research project supports that all students can learn healthy breathing
techniques in the group setting of the choral classroom similar to the exercises often taught in
individual vocal lessons in the private studio.
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Appendix
Individual Assessment Sheet
Breckenridge: Teacher Research Project

Group:

Poor

I

Tone:

2

Good
3

Date:

4

Excellent
5

Sub-total

Excellent

Sub-total

Clarity
Quality
Volume
Poor
Intonation:

I

Good
2

Poor
Phrasing:
Consistent Air
Flow
Correct Phrasing

1

3

4

Excellent

Good
2

3

5

4

Sub-total

5

Total Score:

Note: Comments may be shared with student but scores will not be. If your comment is directed to the teacher
only, please note on the form.
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Group Assessment Sheet
Breckenridge: Teacher Research Project
Date:
Poor
Good
Excellent
1
3
2
5
4

Group:
Tone:

Sub-total

Clarity
Quality
Volume
Poor
Intonation:

1

Good

2

Poor
Phrasing:
Consistent Air
Flow
Correct Phrasing

1

3

Excellent

4

Good

2

3

5

Excellent

4

Sub-total

Sub-total

5

Total Score:

Note: Comments may be shared with student but scores will not be. If your comment is directed to the
teacher onlv, olease note on the form.
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Table of Results
Individual
Student:

Pre-Assessment:

Soprano 1
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Soprano 2
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Soprano 3
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Soprano 5
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Soprano 6
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Results continued on next page.

11
10

9
5
35

Post-Assessment:

Improvement:

9

-2

11
10
9

1
1

39

8
7

9
9

7
6
28

10

8.5
36.5

4
4

1
2
3
2.5
8.5

1

5.5
27.5

9
9
9
9.5
36.5

10

10

0

8
8
6

6.5

9
8
33.5

9
11
9
39

1
3
4

9

2.5
2

1

5.5

5

9
7

1

9

11

8
33.5

8
35

2
0

8

2

1.5
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Student:
Alto 1
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

Pre-Assessment:

Alto 3
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Alto 5
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Alto 7
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Alto 8
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

Results continued on next page.

Post-Assessment:

Improvement:

6
3
6

8
6
10

3
18

8.5
32.5

2
3
4
5.5
14.5

5
3

6
5

1
2

2.5
10.5

3.5
14.5

1
3

4

5

1

3
3
10

5
6
16

2
3
6

9
3
4
7

9
4
4
9.5

0
1
0
2.5

23

26.5

3.5

11
7.5
11

12
9

1
1.5
1
1
4.5

6.5
36

12
7.5
40.5
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Student:

Pre-Assessment:

Tenor 1
Burgess
McCoy
Robinson

Post-Assessment:

Improvement:

IO
7
8
9
34

12
9
8
10
39

1
5

McCoy
Robinson
Volk-Stalcup
Sub-Totals:

11
6.5

12
9

1
2.5

7
4.5
29

12
7.5
40.5

5
3
11.5

Bass 2
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

7
6
4
1
18

9
8
8
9
34

2
2
3
8
16

Bass 3
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

6
4
5
1
16

7
6.5
7
4.5
25

1
2.5

6
4
6

7
6.5
7

3.5
19.5

4.5
25

Volk-Stalcup
Sub-Totals:
Bass 1
Burgess

Bass 5
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

Results continued on next page.

2
2
0

2
3.5
9
1
2.5
1
1
6.5
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Student:
Soprano 8
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Alto 9
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Tenor 2
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:
Soprano 10
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

Pre-Assessment:

Post-Assessment:

Improvement:

6
5
6
3
20

6
7
7
5.5
25.5

8
6

8
9
8
5.5
30.5

7.5

10
9

3
4

9
10
38

3
5
15

8
7

1
2

9
9
33

1
3
7

6
3
23
7
5
6
5
23
7
5
8

6
26

0
2
1
2.5
5.5
0
3
2
2.5
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Group Results
Student:

Pre-Assessment:

Post-Assessment:

Fall Semester Group
Burgess
McCoy

10
9

Robinson
Volk-Stalcup
Sub-Totals:

8
6
33

12
11
11
9
43

Spring Semester Group
Burgess
McCoy
Robinson
Volk-Stalcup
Sub-Totals:

6
5
5
4
20

9
9
9
10.5
37.5

Improvement:
2
2
3
3
10

4
4
6.5
17.5
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